Dot on a walk by Atwell, Robert Duncombe
Retrospective Theses and Dissertations Iowa State University Capstones, Theses and Dissertations 
1-1-2002 
Dot on a walk 
Robert Duncombe Atwell 
Iowa State University 
Follow this and additional works at: https://lib.dr.iastate.edu/rtd 
Recommended Citation 
Atwell, Robert Duncombe, "Dot on a walk" (2002). Retrospective Theses and Dissertations. 19787. 
https://lib.dr.iastate.edu/rtd/19787 
This Thesis is brought to you for free and open access by the Iowa State University Capstones, Theses and 
Dissertations at Iowa State University Digital Repository. It has been accepted for inclusion in Retrospective Theses 
and Dissertations by an authorized administrator of Iowa State University Digital Repository. For more information, 
please contact digirep@iastate.edu. 
Dot on a walk 
by 
Robert buncombe Atwell 
A thesis submitted to the graduate faculty 
in partial f ul f i 1 lment of the requirement s f or the degree of 
MASTER OF FINE ARTS 
Major: Integrated Visual Arts 
Program of Study Committee: 
Bruce E Smith, Major Professor 
Steve Herrnstadt 
Michael Martin 
Iowa State University 
Ames , Iowa 
2002 
Copyright ° Robert buncombe Atwell, 2002. All rights reserved. 
it 
Graduate College 
Iowa State University 
This is to certify that the master's thesis of 
Robert buncombe Atwell 
has met the thesis requirements of Iowa State University 
Signatures have been redacted for privacy 
111 
TABLE OF CONTENTS 
ARTIST STATEMENT 1 
HISTORICAL PRECEDENT 2 
PROCESS OF INVENTION 5 
ASSEMBLING PAINTINGS 10 
IMAGERY p1~TD STRUCTURE 12 
FUTURE WORKS p►ND FLASH 16 
CONCLUSION 18 
APPENDIX A: SELECTED WORKS 19 
APPENDIX B: WORKS ON CD 55 




ART= ST STATEN.~NT 
I walk. As I walk, I see. I am conscious of patterns. I 
carve an imaginary line into the space I pass through, 
navigating my way among other lines, dots, dashes, and grids. 
Weaving my way to work, through people, to my destination, I 
am a dot on a walk. The path I walk is the line. The pace I 
set is the rhythm. 
I see the interconnectedness, the relationships between 
all things. I find relations in the Cheerios in my breakfast 
bowl, leafless autumn trees, the graphical interface of my 
laptop, and the linked hypertext buttons of the Internet. It 
is this connection, this relationship between natural and 
unnatural, between living and nonliving that influences me in 
creating the imagery used in my work. 
Thumbnail sketches are drawn over and over again, 
interpreting and reinterpreting, scanning, digitizing, 
printing, I build a visual dialog. The dialog is 
reinterpreted again, where it is composed, edited and 
recomposed to create a finished painting. . 
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HISTORICAL PRECEDENT 
The manner in which abstract paintings have been created 
and thought about has dramatically changed over time. Many 
contemporary artists continue to work abstractly, but use 
different approaches than their notable Modern predecessors. 
Recent cultural changes have given rise to longer processes 
and a lack of a central theme in abstract painting. 
Twentieth century art was dominated by Modernist 
abstraction. It included great early modern painters like 
Wassilly Kandinsky and Piet Mondrian, to later Abstract 
Expressionists like Hans Hoffmann, Jackson Pollock, and Mark 
Rothko. These painters along with others worked from a shared 
passion: they helped to define art while searching for truth 
in their artwork. 
Modern art critic Clement Greenberg was also influential 
in defining abstraction for the artist and the viewer. 
Greenberg's literary interpretations discouraged painting as a 
medium for expressing one's views of the outside world. 
Instead he encouraged a painting style that was simply about 
painting itself . 
Writing in 1946, Greenberg felt that Modernist painting 
must "identify itself with its material vehicle, with paint 
and canvas , surf ace , and shape " ( Danto , 10 6) . Realism was 
simply too much. like photography and therefore was considered 
second rate. Artists continued to use Greenberg's definition 
pushing Abstract Expressionism until it reached its 
unavoidable end. With Abstract Expressionisms end, Modernism 
came to an end. 
Today the stylistic modes of art have gained equality and 
no one style is more influential than another. Artists today 
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continue to paint abstractly, but are freed from restrictive 
definitions of painting that the Modernists operated in. This 
freedom has allowed abstract painters to alter their 
processes, materials, and viewpoints. Today, abstract 
painting is as alive as ever with a plethora of new work being 
produced. 
Today's artists are posing questions rather than making 
statements. No longer are there rules to follow, rather, 
there are no rules at all. Stylistic theories get waved off 
as being too individualistic (Walther, 390). Artists are free 
to set up their own rules and belief systems and start to 
work. Abstract painters no longer have to share a central 
viewpoint of creation. Each can have their own ideas for 
abstract painting. 
These changes echo the cultural changes that have given 
rise to a more connected and smaller world. Contemporary 
abstraction has shifted its focus away from painting itself 
and has focused on a wider array of visual languages. 
Influenced by technology and consumer culture, contemporary 
abstraction is now created in a multitude of new ways. 
Contemporary abstract artists now embrace our technological 
"plugged-in" world, translating information overload into a 
variety of visual ideas. The focus of paint on canvas has been 
broadened to include just about any combination of support and 
medium . 
In his essay "Art for All: an Argument for Design", Chris 
Gilbert talks about two major changes in our culture that have 
led artists, particularly abstract artists, to work in a 
different manner now than they did f i f ty years ago . He f eel s 
today's painter is more like that of a prototype designer. 
Working through multiple solutions for a given problem over 
and over again (Gilbert, 11). Gilbert suggests that this has 
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been due to the acceleration of our consumer culture and the 
advent o f a hyper -linked society ( Gilbert , 9 ) . 
Many abstract artists have increased the amount of time 
dedicated to their process. Painting takes place in a more 
controlled and far less spontaneous fashion than was found in 
Abstract Expressionism. Spontaneity still plays a role in the 
abstract process, but it is more likely to take place during 
preparetory work leading up to the final painting. 
Like designers, artists are now acting in a more 
business-like manner, taking a proactive role in self-
promotion. The starving artist cliche of yesterday is one 
that has gone out of style. Today, artists are constantly 
entering shows, seeking gallery representation and trying to 
find commercial outlets. Professionalism is now part of the 
business of being an artist. 
In short, contemporary abstract painters have continued 
to work abstractly . Being freed from the confines of their 
Modernist forefathers, they have been able to develop new 
working methods reflecting current cultural trends. It is 
within this historical context that I am producing my work. 
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PROCESS OF INVENTION 
Through the course of my graduate work, I have developed 
two working processes that are closely related to one another. 
The first one involves using a computer to compose and edit 
compositions for paintings. The second process I use when 
working with vinyl. Vinyl is a material that can be used 
without actually adhering it to the support. This allows me 
to float different elements into the composition and work 
through a variety of solutions. In both processes, I rely 
heavily on thumbnail drawings. 
My process was developed due to a discovery I made while 
trying to find a connection between my paintings and prints. 
There was a constant searching of how to combine my prints 
with the larger assemblages found in some of my earlier work. 
The connection and discovery was the small thumbnail sketches 
(Figure 1} that were being using to sketch compositional 
studies for use in my Xerographic prints (Figure 2) in a 
printmaking class. 
The small thumbnail sketches were two-dimensional 
interpretations of my assemblages. The thumbnails consisted 
of sets of quickly drawn boxes with a small figural shape 
representing the three-dimensional object in my paintings. 
The thumbnail sketches were quick, yet they had a quality that 
I became enthralled with. I started to make them all the 
time. This discovery changed the way I worked in both process 
and imagery. This became a new assembling process. 
My final paintings are the result of a lengthy process 
that includes my constantly restricting, limiting, editing, 
and recomposing. This allows me to filter out the mediocrity 
of many of my thumbnail sketches. My goal is to work through 
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hundreds of these thumbnail sketches in various compositions, 
allowing me to come out with one that I am satisfied with. 
Drawing multiple thumbnails or quick doodle-like sketches 
is the first step in the process (Figure 3). Thumbnails are 
quickly drawn. Imagery that was originally based on my other 
compositions has been turned into interpretation of my daily 
experience. I quickly interpret daily experiences through the 
use of thumbnails, with many being drawn almost 
subconsciously. After pages of thumbnails are completed, I 
take time to evaluate them. 
It is hard to define what makes a good thumbnail, but I 
know it when I see it. Speculating on why I choose one 
thumbnail over another, I believe that I subconsciously make 
mental notes of the formal qualities each thumbnail has and 
how it would work in a digital file or animation. I might view 
something about the line quality and relate it to color or 
movement, but consciously, I am unaware of that process. 
Something makes it stick out over the others, but many times I 
redraw variations of the selected one and again to narrow my 
search. So I look, and I see. I try to find ones that will 
be beneficial for a f final painting . By redrawing, ( Figure 4 } 
I increase my chances of finding something that will be of use 
later in the process. 
Thumbnails are done spontaneously on scratch paper, 
margins in notebooks, and in designated sketchbooks. I find 
myself often times, almost obsessively, sketching small 
compositions. Many of the small drawings are thrown .into a 
recycling bin, regarded as unworthy. Others are held onto for 
further evaluation, and others may be filed away in a 
sketchbook for record keeping purposes. 
Drawing the thumbnail s often f ul f i 11 s a need f or 
reflection. Sometimes they're done while daydreaming, others 
while listening to music, and 
working at the computer. The 
way into any blank space that 
others done while sitting 
small drawings have worked their 
can support a small ink or 
pencil drawing. 
The drawings that I feel have been successful are 
digitized into a computer (Figure 5). Using the software 
Adobe PhotoShop, I digitize thumbnails in one of two ways: 
scanning or hand interpreting using a mouse. Either method 
allows me to capture a digital copy that resembles the 
original .thumbnail and that can be used for further 
alterations. 
Once I have a drawing in a digital format, I again start 
the editing process. Through cropping, scale shifts, and 
rotation, I can see a variety of options before ever touching 
a canvas. This option has opened possibilities for my 
process. It enabled me to weigh each change to a composition 
before I choose to keep it or discard it. This method assists 
me in f finding what I am looking f or . 
Exactly what I am looking for is .not visually 
predetermined. Since I seem to arrive at my solutions through 
a process, it seems to be more measured and precise than 
chance. Using my process I make conscious design decisions 
about alterations, where I may see multiple solutions before I 
settle on one that I will use. This part of the process 
allows me to work in a way that I feel is more closely related 
to assemblage than painting. 
When I arrive at an image I am satisfied with, I add 
color (Figure 6). Color has played a large part in my current 
body of work . Influences f or my color palette come f rom many 
diverse sources. Nature is one influence while glossy graphic 
magazine ads are another. Brightly colored grocery store 
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displays are stored in my mind and juxtaposed to a picturesque 
canoe trip in the Boundary Waters Canoe Area Wilderness. 
Matt Kluber, a previous professor and abstract artist, 
challenged me to try colors I wouldn't expect to find together 
in compositions. He suggested using color combinations that I 
might feel uneasy with. This suggestion has allowed me to see 
new possibilities and become better at color recognition. The 
burnt sienna and yellow ochre that I had previously become 
accustomed to (Figure 7) using were given up for cadmium 
orange, hot pink, and mint green combinations (Figure 8). I 
hadn`t considered the possibilities of having success with 
colors I was uncomfortable with, but the results have been eye 
opening. 
I have used this advice along with software Adobe 
PhotoShop for instant color recognition. In the past color 
decisions were often made on the spot and were poorly thought 
through. This resulted in time consuming mistakes that 
required hours of repainting and drying. With PhotoShop 
software I am able to make decisions before I ever apply 
paint. Color can be chosen after many color combinations are 
weighed and judged. Once I have settled on the color scheme 
and layout for the painting, I can print it out and match up 
colors as needed. 
This software has also allowed me to experiment with the 
optical effects that certain color combinations can produce. 
Vibrating edges and after images are visual effects which have 
found their way into some of my work. Although I don't 
significantly concentrate on them now, I can see future 
possibilities with these optical effects. 
When I have finally assembled an image that I am 
satisfied with, I will print it out for further scrutiny. If 
it is successful, I will move to the next stage of the process 
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and begin to paint. If I have decided that it isn't quite 
right, I move backv~ards and try to remedy the problem. 
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ASSEMBLING PAINTINGS 
I have been working in multiple mediums to create 
paintings and to find what medium is most comfortable and 
versatile to work in. I have been working in oil, acrylic, 
vinyl and alkyd resin. These mediums offer me many solutions 
to various problems. Some of my most recent works have been 
in vinyl and alkyd resin (Figure 18). 
Paintings are completed in two different processes, 
either by using digital prints as a "blueprint" or guide, or 
by composing vinyl cutouts directly on to the support. 
Although -the processes and final solutions are similar, they 
also have distinct differences. 
In the process of using digital prints as blueprints for 
paintings, I stick to what I have developed. This requires 
matching paint as closely as possible to the printed color 
image. It also requires that I follow relative proportions. 
The square canvases that are found in the majority of my work 
are a format that I am comfortable with and are an easy way 
for me to transfer a 4" x 4" print to a 12" x 12" or 48" x48" 
inch canvas. 
Using recently completed prints I transfer the image to 
th.e canvas keeping proportions relatively similar to the 
digital print. The paints are mixed to resemble those in the 
prints. The canvas is then taped and painted. The completed 
painting is one that resembles, but may not be exactly the 
same, as the digital print that it was using as a reference. 
Starting with vinyl as my medium, I sometimes eliminate 
the use of digital prints as a blueprint. Instead, I work 
directly from thumbnails. The vinyl is composed and edited 
until a solution is found. When I finalize an idea, I remove 
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the protective backing and adhere the vinyl to the support. 
The final painting is coated in alkyd resin to protect it. 
I started working with vinyl in this manner to see if I 
could shorten my process and become more intuitive with 
creating compositions. This offered me a way to work more 
hands on while sill generating successful final work. 
I have again moved back to the process of generating 
images in PhotoShop. I have moved back to -using digital 
prints as blueprints, but this time I am using vinyl as the 
medium. This gives me a set image, a process that I have 
grown comfortable with, and a medium that has a wide range of 
possibilities. 
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IMAGERY AND STRUCTURE 
The imagery in my work is derived from many sources. 
Originally based on my assemblage paintings, it has grown to 
encompass many other ideas. The work has become an 
interpretation of my daily visual and audio experience. 
I often question my process, my final imagery, and why I 
am creating the way I do. This is a constant act that I have 
been learning to live with. The work is a reflection of both 
experience and the questioning of myself. The process of 
justification to myself or to others is one that I am trying 
to grow comfortable with, for it seems forced to me. Painting 
abstractly has become a questioning process. 
The body of abstract work I have created has developed in 
response to questioning my environment. Both synthetic and 
physical environments have me questioning who I am and how I 
fit in to the overall scope of humanity. How these worlds 
relate to one another and how they have changed the way in 
which we function as a culture have all influenced my 
paintings. My existence in these worlds is one that bridges 
between reality and hyper-reality. 
The grids that cities are built on, the rectangular 
layout of my home, the square tiles of my kitchen f loor, the 
line of the leash that I attach to my dog, the digital display 
of my laptop are all influencing the imagery in my paintings. 
All are parts of a daily routine, which over time, become a 
repetitious pattern, a rhythm. This repetition is another 
influential f actor f ound in my paintings . 
Sound is another influential part of my daily experience, 
and is often a contributor to my paintings. I listen to a 
variety of music and other audio based works. With music I am 
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able to visualize a pattern. The rhythm becomes a visual 
source for my images, but also a structural element for a 
paintings composition. 
I find my artwork most closely related to the work of 
DJ's spinning vinyl records. The pieces and parts of my 
paintings are mixed as a DJ might mix a variety of samples in 
musical number. A sample of this and a sample of that, up the 
level on track #2, bring out the bass, reverse track #1, and 
add the sample track here. These paintings don't follow a 
recipe, but are composed and edited and re-edited until the 
desired rhythm is found. 
Modern abstract artists were also influenced by music of 
their time. Stuart Davis was an Abstract Expressionist 
painter that had a strong connection to the Jazz music of his 
time. This connection was built more on improvisation. Like 
jazz musicians, Davis would work with a repertoire of familiar 
images, recognizable every time he used them, but varied by 
new rhythm, new harmonies, and new colors (Rylands, 26). 
Painting abstractly allows for mistakes, interpretation 
and self. It allows me to navigate my world with my imagery. 
I am allowed to create interpretations of my experience that 
satisfy me, rather than make ones that satisfy someone else. 
These influential sources help determine how I will 
combine various marks and lines into an assembled space of 
line, shape, color and form. I create shallow synthetic 
spaces where lines intermingle through, around, and over 
visual elements. Using repetition and rhythm, I create 
visually playful works. Even though these paintings are often 
influenced by overly heavy subject matter, I try to keep them 
visually simple and light. 
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As Adolph Gottlieb, Mark Rothko and Barnett Newman wrote 
in a New York Times, Letter to the Editor "favor the simple 
expression of the complex thought" ( Sandler, 71) . 
I am an assembler, putting parts and pieces together. 
This assembling process started as a kid watching my parents 
collect and arrange other peoples "junk". To them the objects 
were antiques that allowed them to navigate their existence in 
an ever-increasing world of stuff. I observed, watched, 
gathered, and now assemble my own stuff. 
I strive to create paintings that viewers have never seen 
before. The paintings are developed from a questioning 
process, and I want the viewer to continue this questioning 
process when viewing the paintings. Abstract painting allows 
me to fabricate f fiction . 
I have always said that it is hard to convey what I am 
doing. It is a personal process that yields a finished 
product in multiple ways. But what is it? What is it about? 
It's about repetition and interconnectedness of life. But 
this explanation leaves something out. The 'I got it' that 
some viewers will get and some won't. The intuitive 
experience, the emotional experience is often times 
indescribable. So instead of painting myself into a corner on 
what it means or what I'm doing, I have written about the 
influences that spur me to paint. 
Gerhard Richter sums it up best. 
"Talk about painting: there's no point. By conveying a 
thing through the medium of language, you change it. You 
construct qualities that can be said, and you leave out the 
ones that can't be said but are always the most important 
(Obrist, 39 } . " 
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I have no apologies for being unable to explain all about 
my paintings. I don't know if I can reveal all, and I don't 
think I would want to. 
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FUTURE WORKS AND FLASH 
The thumbnails that I often draw, have always had an 
animation-like quality to them that I have begun to explore. 
The line quality of my thumbnails has been receptive to the 
software Macromedia Flash. Using Flash I have started to 
develop movie clips that feature my lines. 
I wanted to capture that quality of motion and allow 
others to see the line being born into a space. Using frame-
by-frame animation, I have been able to illustrate and animate 
my lines. 
In the movies my lines are drawn into shallow spaces. 
The lines get drawn in real time and then move and change 
through the composition. Lines move and change, flowing in 
and out of color f fields , vertical bands , and circles . These 
works are simple animations that have exposed me to the 
possibilities of Flash. 
Final Flash movies can be projected on gallery walls 
having interactive features that would involve the viewers. 
Gallery, web projects and interactive CD-ROMS have lots of 
potential using the Flash platform. I have been thinking 
through many ways. to increase audience participation, both 
voluntary and involuntary. 
I have been researching the idea of remote sensors that 
are connected to input devices and a computer. The viewer's 
movement would trigger animations. Capturing the viewer's 
movement would either trigger an event to happen or would map 
their path through my artwork. The audience or viewer would 
complete the piece, not only by interacting with it, but also 
by bringing his or her own interpretation to it. 
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Music is another area I have been experimenting with in 
my paintings. Sound offers another dimension to the work 
making it a multiple sensory experience for the viewer. Music 
heavily influences my paintings, and these paintings are 
strongly connected to it. Adding music to the paintings is 
another idea for a multimedia experience. 
Flash is a program that allows me to combine animated 
movement, music, and my imagery together to create a digital 
animation that is related to my paintings. The quality is 
slightly different, but still has many related qualities. 
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CONCLUSION 
I am creating abstract work within the context of 
contemporary abstract artists. This allows me to follow my 
own rules and develop my own working habits. 
I have developed a process of composing and editing 
images to arrive at a final image that I can paint. This 
process has allowed me to create multiple final products 
ranging from digital prints, paintings, drawings, and 
digitally animated imagery. All of the images are different, 
yet still visually connected. I have created a cohesive body. 
of work reflective of my experience in the interconnected 
worlds of both living and non-living environments. 
This is a written component of my thesis. My artwork 
will be exhibited in my Master of Fine Arts Thesis Exhibit 
that takes place December 2 through December 4, 2002 in 
Gallery 181 in the College of Design. 
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APPENDIX A: SELECTED WORKS 
Figure 1. 
Thumbnail Sketches © 19 9 8 
Ink on paper. 6" x 6" 
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Figure 2. 
Xerographic Print © 1998 




Thumbnail Sketches ° 2001 
Graphite on paper. 6" x 6" 
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Figure 4. 
Th u mbn a i l Sketches ° 2 0 01 
Graphite on paper. 6" x 6" 
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Figure 5. 
Digitally scanned thumbnail ° 1998 
Digital File. 2" x 3" 
24 
Figure 6. 
Fri , Mar 6, 1998, 4 : 2 7 PM © 19 9 8 
Digital File. 4" x 4" 
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Figure 7. 
Out the In © 1998 




#3l © 1998 
Oil on canvas® 32" x 32" 
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Figure 9, 
Working with Asperi t y ° 19 9 8 
Oil on canvas. 32" x 32" 
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Figure l0. 
Who is Don Quixote? © 1998 













Greatest Amount © 1998 
Oil on canvasm 32" x 32" 
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Figure 12. 
end in comes Anxiety ~ 1998 
Oi 1 on canvas . 2 8" x 2 8" 
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~' figure 13 , 
Thu, Nov 19, 1998, 1 : 11AM © 19 9 8 
Oil on canvas. 28" x 28" 
Figure 14. 
Wed, Sep 30, 1998, 11:23PM © 1998 
Oil on canvas. 12" x 12" 
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Figure 15. 
Wed, Sep 30, 1998, 11:33PM © 1998 




Thu, Nov 5, 1998, 7 : 52PM © 19 9 8 
Oil on Canvas. 12" x 12" 
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Figure 17. 
Sun, Nov 1, 1998, 2:21PM © 1998 
Oil on canvas. 12" x 12" 
36 
Figure 18. 
System of High Principles © 2000 
Vinyl and alkyd resin on birch panel. 12" x 12" 
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Figure 19. 
Sun, Dec 24, 2000, 11:53AM © 2000 
Vinyl, oil, alkyd resin on birch panel. 12" x 12" 
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Figure 20. 
Tue, Nov 27, 2001, 7:32PM © 2001 
Vinyl, alkyd resin on sintra panel. 12" x 12" 
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Figure 2l. 
Mon, Nov 26, 2001, 7:49PM © 1998 
Vinyl, oil, alkyd resin on birch panel. 12" x 12" 
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Figure 22. 
Mon, Nov 26, 2001, 9:17PM © 1998 
Vinyl, alkyd resin on sintra panel. 12" x 12" 
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Figure 23. 
Mon, Dec 3, 2001, 2:31PM © 2001 
Vinyl, oil, alkyd resin on birch panel. 12" x 12" 
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Figure 24. 
Wed, Oct 16, 2001, 11:37PM © 2001 
Vinyl, alkyd resin on sintra panel. 12" x 12" 
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Figure 25. 
Mon, Feb 6, 2002, 12:49PM © 2002 
Vinyl, alkyd resin on aspen panel. 11.25" x 11.25" 
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Figure 26. 
Tue, Feb 5, 2002, 10:32PM © 2002 
Vinyl, alkyd resin on aspen panel. 11.25" x 11.25" 
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Figure 27. 
Mon, Feb 11, 2002, 2:43PM © 2002 
Vinyl, alkyd resin on aspen panel. 11.25" x 11.25" 
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Figure 28. 
Tue, May 3, 2002, 1:03PM © 2002 
Digital Print. 8" x 8" 
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Figure 29. 
Fri, May 3, 2002, 2:OIPM © 2002 
Digital Print. 8" x 8" 
48 
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Figure 30. 
Tue, Sep 3, 2002, 10:07PM © 2002 
Digital Print. 6" x 6" 
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Figure 3l. 
Wed, Sep 4, 2002, 12:46PM © 2002 




Wed, Sep 18, 2002, 1:15PM © 2002 






Tue, Sep 17, 2002, 1:00PM © 2002 
Digital Print. 6" x 6" 
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Figure 34. 
Wed, Nov 6, 2 0 02, 9: 54AM © 2 0 0 2 
Digital Print. 6" x 6" 
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Figure 35. 
Sun, Nov 3, 2002, 5:33PM © 2002 
Digital Print. 6" x 6" 
54 
Figure 36. 
Tue, Nov 26, 2002, 4:31PM © 2002 
Digital Print. 6" x 6" 
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APPENDIX B: WORKS ON CD ROM AND OPERATING INSTRUCTION 
System Requirements and Software Requirements for CD ROM 
Macintosh 
300 Mhz processor 
Mac OS 9.l and higher, or OS X 10.1 and higher 
64 MB of f ree available system R'AM (12 8 MB recommended) 




200 MHz Intel Pentium processor 
Windows 98 SE, Windows Me, Windows NT 4, Windows 2000, or 
Windows XP 
64 MB of f ree available system R:AM (12 8 MB recommended) 




Apple Quicklime Player 5 
Macromedia Flash Player 6 
This CD ROM includes Quicklime movies and Macromedia Flash 
movies of my work. The Interactive Module is a file that 
allows the user to interact with it. 
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APPENDIX C: CURRICULUM VITAE 
Robert D. Atwell 
260 Campus Ave 
Ames, IA 50014 




Master of Fine Arts, Iowa State University, Integrated Visual 
Arts emphasis painting and digital media 
1995 
Bachelor of Fine Arts, Iowa State University, Visual Studies 
1999 
K-12 Teaching Certificate, Iowa State University, K-12 Art 
Education 
PROFESSONAL EXPERIENCE 
Teaching Assistant, Art 108 2D Foundations, Art 109 3D 
Foundations 
Iowa State University, Ames, Iowa, August 2001-Present 
These classes are designed to have students working 
through of a variety of design problems while 
experimenting with various mediums. Projects focus on 
getting students to become familiar with the elements and 
principles of design. 
K-5 / 7-12 Art Educator, 
Hubbard-Radcliffe Community Schools and Alden Community 
Schools, 1999 -2001 
I developed a K-12 Art Curriculum that was designed to 
work with the Standards and Benchmarks of each grade 
level. The focus of the curriculum was on design basics 
and advanced visual learning. Responsible for all 




• Combined Talents: The Florida National , FSU Museum of Fine Arts, 
Tallahassee, FL 
• 58th 9 State ~Turied Exhibition, Sioux City Art Center, Sioux City, 
IA 
• Graduate Review-Spring, Gallery 181, Iowa State University, Ames, 
IA 
2001 
• Graduate Review-Fall, Gallery 181, Iowa State University, Ames, 
IA 
2000 
• Robert Atwell, Recen t Works, Stomping Grounds , Ames , IA 
1999 
• Iowa Co11 ege Salon XXI, Brunnier Art Museum, Ames , IA 
• New Art Basics Group Show-Fall, Gallery 181, Iowa State 
University, Ames , IA 
1998 
• Robert Atwell, Recen t Paintings, Fisher Performing Arts Theater, 
Ames, IA 
• Robert Atwell, Digi tat Prints, Fisher Performing Arts Theater, 
Ames , IA 
• Wa11 Paper, Brilliant New Abstract Prints, Gallery 181, Iowa 
State University, Ames, IA 
• Iowa Co11 ege Salon XX, Brunnier Art Museum, Ames , IA 
• Studies in Creativi ty, Pioneer Room Gallery, Iowa State 
University, Ames, IA 
• Graduate Review-Fall, Gallery 181, Iowa State University, Ames, 
IA 
• Graduate Review-Spring, Gallery 181, Iowa State University, Ames, 
IA 
1997 
• Graduate Review-Fall, Gallery 181, Iowa State University, Ames, 
IA 
• Graduate Show-Review, Gallery 181, Iowa State University, Ames, 
IA 
1996 
• Graduate Review, Gallery 181, Iowa State University, Ames, IA 
1995 
• Iowa Col ~. ege Salon XVII Brunnier Art Museum, Ames , IA 
• Focus Grant Show, Pioneer Room Gallery, Iowa State University, 
Ames , IA 
• Focus Show, The Gallery, Iowa State University, Ames, IA 
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• Design Annual, Gallery 181, Iowa State University, Ames, IA 
• Art at the Kno11, The Knoll, Iowa State University, Ames, IA 
• B.F.A. Exhibition, The Gallery, Memorial Union, Iowa State 
University, Ames, IA 
1994 
• B.F.A. Senior Exhibit, The Gallery, Iowa State University, Ames, 
IA 
• Focus Show, The Gallery, Iowa State University, Ames, IA 
• Community of Artists Octagon Center f or the Arts , Ames , IA 
AWARDS 
2002 
• Certificate for Excellence in Teaching, Iowa State University, 
Ames , IA 
• 2nd place, Miff Animation Festival, Iowa State University, Ames, 
IA 
1998 
• Honorable Mention, Studies in Creativi ty, Iowa State University, 
Ames , IA 
1996 
• ISU Sesquicentennial Mural Project Participant, Iowa State 
University, Ames, IA 
1995 
• Focus Grant Recipient, Focus Grant Art Festival, Iowa State 
University, Ames, IA 
1994 
• Best in Show, Focus Juried Show, Iowa State University 
•~ First Place, BFA Senior Exhibit, Iowa State University 
COMPUTER SKILLS 
• Adobe Photoshop7 
• Macromedia Flash NTX 
• Macromedia Dreamweaver MX 
• Microsof t Office 
• SoundEdit 16 
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I offer my gratitude and thanks for all the individuals 
who helped make all of this possible. Many of you remain 
unnamed in this short list, but know that I am thankful for 
all of you . 
I would first like to thank my graduate committee. Bruce 
Smith, my major professor, for encouraging me to apply to the 
MFA program and all your wisdom and advice along the way, I 
wi 11 try to f ind good homes f or all of them. To Steve 
Herrnstadt for increasing my exposure to the digital world, 
words of advice, and your no-nonsense attitude to getting 
things done. To Michael Martin for your critical thought and 
questioning of my work, it has been a pleasure working with 
you. 
Let me also thank the numerous instructors, friends and 
classmates who I bounced ideas off, who I have asked for 
advice, and who have listened so intently as I tried to 
explain my many ideas. To Matt Kluber for support, advice, and 
critical discussions on contemporary art issues. To Lara F, 
Mike F, Jade T in NYC, Saysamone, Benn, and Jay, who were open 
to looking at and giving advice as I worked in the studio, the 
office and the lab. I thank Rachel Leising who has been. 
instrumental in giving feedback about my work, for having 
critical discussions about many issues, and for being the 
other one. To Marshal Toms for being a good friend and 
allowing me to borrow the equipment that made the show a 
success. -
Thanks to Johnny Solarz, aka DJ Solarz for providing the 
sounds that we hear, and being open to the combination of the 
audio and the visual. 
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A very special thanks to Bing Feng, for the computer tech 
support in the making of my entire Flash project, for the use 
of the computer, I really need to get one, for your all around 
general advice and good nature. With out your patience and 
help this all would have been a lot more difficult. 
I give a huge thank you to Scott Tanner for all of the 
vinyl scraps, for screen-printing in a pinch, and all the 
vinyl application skills that I have acquired over the years. 
I thank my family, both the Atwells and the Greens for 
being there. To my father for giving me support and 
encouraging what ever I set my sights on. To my brother John 
for all of your last minute help and for the many hours of 
talking and listening, thanks. And to the rest of my family, 
who have always been supportive, I wish you could all be here. 
Finally to my wife, Casey, far with out her, this would 
not have been possible. Your understanding, listening, 
patience, encouragement, and advice have given me this 
opportunity. I am thankful to have someone that is supportive 
o f what I am doing . 
